This article seeks to gauge Victorian readers' responses by looking not at how readers wrote about their experience of texts, but at how they responded to their reading visually. To this end, the article presents a case study of two Victorian manuscript albums from the Tennyson Research Centre in Lincoln, in which Tennyson's poetry has been transcribed alongside amateur illustrations. While these items improve our understanding of nineteenth-century manuscript culture in a similar way to commonplace books or scrapbooks, their sustained attention to single poems or groups of poems is distinctive. The private nature of amateur illustration, and the fact that the amateur illustrator's interpretations remain implicit, can encode responses to texts that are less articulable in other media. The first album, which contains Tennyson's 'The Day-Dream', sheds new light on the problems of signification posed by the poem's multiple endings, showing a reader who creates the 'meaning suited to his mind'-mentioned and then dismissed by Tennyson's narrator-by way of the illustrations themselves. The second album, produced by a talented group of sisters, illustrates the 1859 Idylls of the King. The sisters' pairings of word and image interpret the original four-poem Idylls in significant ways, for example, mitigating Guinevere's guilt through their choice of extracts, and tacitly encouraging the reader-viewer to revel in Vivien's triumph over Merlin through an arresting illustration of Vivien in motion. As such, the album intervenes in contemporary debates surrounding female character, as the Taylor sisters sympathise even with the Idylls' villainesses.
Ann Bermingham has shown the redefinition of amateurism in the lead-up to the Victorian period, as a firm boundary between 'original works of genius intended for public exhibition' and 'derivative works intended for domestic decoration' came to be enforced. 8 The TRC albums, many of which were bestowed as gifts to friends or family members-Reveley's is dedicated to his daughter Mabel, for instance-occupy the latter territory. Bermingham's phrase 'derivative works', if derivative is taken in a non-pejorative sense to mean 'coming or emanating from a source', seems tailor-made for works structured around a copied-out text. 9 Indeed, the idea of the amateur was a gendered one. In placing amateur sketches and choice quotations between the pages of a bound but blank book, these albums synthesize the two least-known, However, the album suggests that the contexts for a poem might make it a peculiarly seductive object for the talents of an amateur illustrator: in this case, the threads of 'The Day-Dream' that concern the fairy-tale, remediation, and the sister arts. It also shows a potential crossover between Tennyson's professional illustrators and his amateur ones-not echoes between actual pictures, but rather a shared philosophy of illustration in which illustrators respond to a text creatively rather than simply portraying a poem's subject or events. Artistic license is yet more evident in the playful touches in other pictures, even those that might be expected to illustrate the fairy-tale romance. On the first page giving the 'Revival' section, mis-transcribed as 'Revial' but corrected in pencil, the scene of the prince kissing the princess and bringing her back to life is depicted at the top of the page. The text of the poem, though, is set within a circular space surrounded by varied illustrations of other scenes ( fig. 4 ).
These range from the bawdy (a man chasing a woman at left, evoking the page and maid-ofhonour), to the scenic (the peacock and fountain), to the outright comic (a toper at bottom left who awakens only to resume drinking from his tankard). The inclusion of these scenes reads the poem's background details as the most compelling parts, the moments best equipped to represent the poetic motifs of growth versus stasis. The illustrator does not ignore the poem's content, but rather alters the relation between its subjects: the love plot of 'Sleeping Beauty' is only part of the poem, equal with but not superior to the multiple details of courtly life.
Furthermore, the reordering of subjects in this illustration reflects the questions of meaning and interpretation posed by the multiple endings to 'The Day-Dream', as I shall discuss shortly. Tennyson's 'excuse' evokes layered forms of creativity, whereby the telling of an old tale parallels the copying-out and illustration of a new-cum-old tale into an album. Moreover, the practice of retelling is germane to the album form, since the characters contained within the poem are in an important sense common cultural property, shared between the amateur illustrator and the poet.
The 'excuse' for retelling as an invitation to the reader to imagine and to dream is borne out by the prologue's contents. The account of the narrator's dream is laid out thus: 'Across my fancy, brooding warm, / The reflex of a legend past, / And loosely settled into form ' (p. 49, ll. 10-12) . Reading these verses in the pages of an album opens up a fresh angle on their meaning.
The key line here is 'loosely settled into form', which insists that the forms of tales are not final; the album makes an associated implication-that they may be remediated by the reader. Enid is shown serving Geraint in two of the images, and being dressed by Guinevere in the third.
The final illustration-the only one to be initialled, by Emmie, the youngest Taylor sister to contribute to the album (E. J. T.)-encodes Enid's centrality through contrasting period costumes ( fig. 7) . Enid is dressed in a Victorian silhouette suggesting jacket and stomacher; her low chignon with hair parted in the middle is likewise a plausible nineteenth-century female hairstyle. By contrast, Guinevere's costume is marked by medievalized touches, such as fluted sleeves, flowing hair, and a dress patterned with heraldic crosses fleury. The viewer is cued to empathize with Enid, not Guinevere, by the fact that she is pictured as a Victorian girl-an aesthetic decision that links exemplary characters in the poem to the contemporary moment, while historically distancing the Idylls' alluring adulteress.
This image, which centres on the not insignificant parts of 'Enid' that concern the intricacies of dress-'And Enid fell in longing for a dress' is something of a mission statementcontrasts with Priolo's winning entries in the Art Union competition. Indeed, the illustration seems to luxuriate in the scene of one woman dressing another.
The choice of this moment to illustrate may relate to a genteelly aspirational fantasy of having a lady's maid. In 1861, the Taylor family had three female servants; while these are not identified, they were probably a cook, a parlour-maid, and a house-maid. (In the 1871 census entry, these roles are identified specifically.) 48 These three servants could, in John Burnett's phrase, 'minimally minister to all the requirements of gentility,' but the sisters and their older relatives
were not dressed by servants-although their social milieu would have meant they met people who were, and perhaps envied them. 49 'Liest thou here so low, ['] .
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The Taylor sisters break off with a comma, but in the printed text, Arthur continues with the rebuke: '"the child of one / I honoured, happy, dead before thy shame? / Well is it that no child is born of thee"' (ll. 419-21)-lines that Julia Thomas reads as a microcosm of punitive Victorian attitudes to female adultery.
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The extract refers to a voice 'like a Ghost's / Denouncing judgment', but the details of what that voice says are withheld. The extract in the album has been chosen so as to exclude most of Arthur's recriminations, which span more than a hundred lines. The effect is heightened when all of the 'Guinevere' illustrations and passages are considered in conjunction. Just as the second edited passage ends '"Liest thou here so low"', the first extract given in the album also removes a narrative of Guinevere's guilt: the one given by the little novice (ll. 182-350).
Meanwhile, the final excerpt in the album is an account of Guinevere's later virtues from the end of the poem beginning, 'Then she, for her good deeds and her pure life' (l. 687).The sisters edit the extracts to produce a more sympathetic portrayal of Guinevere, even when, as The image shows Elaine in her tower working the shield-case on an embroidery frame. Her head is bowed, and there is a high level of realist detail given over to the act of embroidering: she has looped the thread around one hand, and uses the other to draw the needle through or fix a pin.
Like Enid (and unlike Guinevere and Vivien), Elaine is marked as a Victorian lady by way of her costume.
The embroidered shield-case, I would suggest, is a piece of what is today called fan art:
Elaine reads Lancelot's shield (as she later reads the sword) and translates its heraldry into another medium, just as fan artists use pre-existing characters and stories as the subject for new, unauthorized artistic productions. 56 In the larger poem, the quotation given by the Taylor 
